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A NEW NAME! 


This periodicalis now entering its seventh 


‘year and has long since outgrown the name 


"Newsletter". Dropping this part of its 


' title and taking on the dignity of "The" as 


a handle, it will be known in the future as 


The Piano Quarterly 


It will endeavor to give you greater serv- 
ice, keeping you well informed on the best 
newly published piano literature--music, 
books, records, etc. It hopes to continue 


printing articles of practical value to the . 


piano teacher. 


Watch The Piano Quarterly grow during 
the next seven years! 
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Recommended Music 


June, July, August, 1958 


Editor's Note: Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechan- 
ical patterns and showed no signs of release or merely illustrated a pedagogical dogma. 
They readily admit to sharp differences of opinion on all these points. 


EASY 
Rustic dance. LOUISE E. STAIRS Presser . 39 
The elephant's shower bath. SCOTT WATSON __—iR..D.. Row . 40 
The cuckoo and the bee. LOUISE GARROW Schr & Gun . 39 
Slow prelude. HELEN LIPSCOMB Willis . 35 
Dry-land sailor. WILLIAM J. MARSH Willis . 35 
Buffoon. MARTHA BECK R.D. Row - 40 
INTERMEDIATE 
Prelude. DOUGLAS MOORE Presser . 40 
Song of the valley. HERBERT HAUFRECHT Merion . 40 
Appalachian dance. PAUL NORDOFF Presser . 50 
Clown's reverie and dance. BORIS KOUTZEN Presser . 50 
Hill song. PAUL NORDOFF Presser .40 
Lousnag kisher (moonlight night) HOVHANESS Merion . 50 
Lullaby of memories. OSCAR L. FERNANDEZ Peer Int .65 
Day dreams. QUINCY PORTER Merion .40 
The joys of life. DARIUS MILHAUD (also early Mills 3.00 
advanced) 
EARLY ADVANCED 
The genie of the waters. RAMIRO CORTES Presser . 50 
NEW EDITIONS 
Early Scottish keyboard music; tr. & ed. by Kenneth Mirovitch. G. Schirmer, 1.50 
Elliott. Stainer & Bell (Galaxy) 2.00 The second part of MUSICK'S HAND-MAID; rev. & 
Folk-Ways U.S.A. ; a progressive series of American corrected by Henry PURCELL;tr. & ed. by Thurston 
songs, scenes and sketches by Elie Siegmeister. Bk. Dart. Stainer & Bell (Galaxy) 2.00 
3. Presser, 1.25 Complete keyboard works of WILLIAM TISDALL; new- 
Franz LISZT. Fourteen pieces for the piano;ed. & fin- ly tr. & ed. from the Fitzwilliam Virginal Book and 
gered by Frances Dillon. Marks, 1.50 the John Bull Virginal Book by Howard Ferguson. 
Introduction to the Romantics; sel. & ed. by Alfred Stainer & Bell (Galaxy), 1.50 


Thematics of several of the above piano titles are generously furnished 
by the publishers. They may be found beginning on page five. 





NOTE: The following titles are listed for the information 
of our readers. No evaluation of them has been made. 


ADVANCED 


Serge de GASTYNE. Proem for piano. Elkan-Vogel, 
70 cents 
Darius MILHAUD. The globetrotter suite. Mills, 3.00 


REPRINTS 


Aaron COPLAND piano variations. An Arrow Music 
Press Ed. Boosey and Hawkes, 1.50 
Elliot GRIFFIS, op. 9, no. 4. The music box from 
"Letters from a Maine farm". C. Fischer, 50 cents 
Ernesto LECUONA. Amorosa, Marks, 60 cents 
La habanera. Marks, 60 cents 
Vals apasionado. Marks, 60 cents 
Jean SIBELIUS. Rakastava; the lover. Southern, 1.75 
Colin TAYLOR. Puck. Oxford, 1.00 


TEACHERS COURSES 


Mildred HOFSTAD. Meet the masters; a note-reading 
book with biographical sketches. Willis, 80 cents 
Mary RABEN. Musical speed drills; a short cut to 
building scales. Books 2 and 3, 70 and 80 cents resp. 

Willis. 

Hazel SKAGGS. Thumbs under; a book of piano pieces 
to develop thumb control. Willis, 80 cents 

Lillian TOWNSEND. Key to the piano; for chords, fa- 
vorite tunes, class, individual all ages. C. Fischer 
1.00 

Frank L. WOLFF. Modern styles for piano; designed 
for students and teachers of classical or popular mu- 
sic. Boston, 1.25 








Complete Stock of Educational 


Piano Music of All Publishers 
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DIRECTORY OF PUBLISHERS 


WHOSE MUSIC IS SHOWN ON PAGES 5 THROUGH 9 


Associated Music Pub. Inc., 1 West 47 St, New York. 
Edward B. Marks Music Corp.,136 W 52 St., New York 
Merion Music, Inc., Bryn Mawr, Pa. 

Mills Music, Inc., 1619 Broadway, New York City 19. 
R. D. Row Music Co., 353 Newbury St., Boston 15. 
Theodore Presser Co., Bryn Mawr, Pa. 
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FOURTEEN PIECES FOR THE PIANO 


FRANZ LISZT Edited and fingered by Frances Dillon 
FOUR SMALL PIANO PIECES 
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VI. Masquerade 
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Day Dreams Allegretto ‘ ‘ 


QUINCY PORTER 
Edited by Isadore Freed 
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Lousnag Kisher Allegro molto (J. 14) 
(Moonlight Night) Delicato 
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ALAN HOVHANESS, op. 52a 
Edited by Isadore Freed 





Copyright 1944 by Merion Music, Inc. 
© Copyright 1958 by Merion Music, Inc. 
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Rustic Dance Moderato 
LOUISE E. STAIRS 
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Mrs. Bostelmann 





URING THE PAST few years the emergence on the 
musical horizon of several young men whose crea- 
tive stream bends along the interests of youth has been 
most heartening to the teacher in the early grades 
of piano study. Scott Watson, a half dozen of whose 
compositions are under discussion below, displays a 
freshness of approach, versatility, innate musicality, 
imagination, and a sound pedagogical background of 
the musical, technical, and psychological needs and 
limitations of the young student. He can evoke nostal- 
gic memories of gay Vienna, Spain, the Appalachian 
Mountains and the ceremonial pow-wow of the North 
American Indian or conjure up the question of the pro- 
gress of the satellite or just how the elephant does 
take his shower bath anyway, all with realistic sound 
imageries, none of which are banal or hackneyed. 
Mr. Watson's music is not extreme in its tendency 
toward the modern idiom and yet it is not hidebound by 
the rules and traditions of yore. Of the compositions 
published thus far, 'Weeping Mary" (Scherzoona Ten- 
nessee Folk-Hymn) and Concert Variations on 'When 
Johnny Comes Marching Home" are the most advanced 
in modernism and difficulty. It is refreshing to find a 
forward looking composer of taste and originality who 
will concern himself with the musical development of 
the pupil on the early levels. 


Mrs. Bostelmann, a graduate of Smith College, has devoted 
her life to music education with special emphasis on piano 
pedagogy. For several years she was on the faculty of the 
Diller-Quaile School and has given courses for piano teach- 
ers at summer sessions of Smith College. She is at present 
teaching privately in Auburn, New York. 
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The Teaching Music 


of Scott Watson 


by 


Sophie Pratt Bostelmann 





Spanish Dancers 


Clacking of the castenets, clicking of the heels, 
and a songful lyric interlude are zestfully and color- 
fully brought to life in 'Spanish Dancers". The main 
eight measure lyrical section (measures 12-19) is sur- 
rounded by an insistent vamping section, 11 measures 
at the beginning and 8 at the close. Note the avoidance 
of the A minor tonic harmony, except in measures 7, 
9, and 11. 

The piece lies very well under the fingers with few 
hand shiftings or finger crossings. These make for 
ease in playing. Having the pupil play a chord sketch 
straight through the entire piece (there is but one har- 
mony to each measure) will aid him in sight-reading 
as well as in more readily fitting together the rhyth- 
mic patterns of the two hands. Be sure to have him 
understand the correct harmonies of such measures 
as 2 and 15 where appoggiaturas and suspensions are 
used. Hence in measure 2 he would play 


and in measure 15 he would play 





Sharp contrasts in dynamics, as marked, are es- 
sential in the vamping sectinns, with the real "bite" 
on the forte staccato chords (measures 1, 3, 5, etc.). 
The alternating piano measures (2, 4, etc.) need atrue 
legato in the right hand and a definite but soft "ping" 
on the chords in the left. In the middle gently expres- 
sive part care should be taken that the double thirds in 
the left hand be played precisely together as well as 
exactly with the right hand melody tones and that the 
thirds be played very legato. Have the pupil keep a 
sense of the forward movement of the music, both har- 
monic and melodic, to the end of the half-cadence 
(measure 15) and to the end of the deceptive cadence 
(measure 19). This section with its sinuous rather 
languid melody may be played more freely. The trip- 
lets in measures 15 and 18 are very characteristic 
and should be carefully delineated, with a slight ac- 
cent on the first note of each triplet. 














—————— —_S — 

















Highland Meadow 


"Highland Meadow" is a plaintive modal piece 
based on a three note melodic motif, sung alone at 
first by the right hand starting on the sub-dominant of 
the A minor scale, descending a major second, and 
then a minor third. The motif, supported by a left 
hand tonic empty fifth, is then expanded by a one mea- 
sure weaving around the opening sub-dominant D, and 
descending again to the same C and A. These three 
measures are answered by a two-measure sequential 
repetition of the last half of the extended melody, end- 
ing on the tonic A prolonged to four beats, during the 
last three of which there is an echoing repetition of the 
answer in the left hand. This five measure phrase is 
then repeated. 


The second section (measures 11-26) introduces 
no new basic material but contrastand interestare ob- 
tained by the sashaying back and forth from the rela- 
tive major to its minor, with the injection of the insis- 
tent initial melodic motif in its original minor but now 
in a left hand melody. The composition closes with a 
typical Brahmsian device of the use of increasingly 
lengthened note values in the melody. 


In addition to the unusual phrase lengths, which 
help lead the young pupil away from the squareness of 
much of the material written for him, it is interesting 
to note the small interval compass involved inthe me- 
lody--practically all seconds and thirds. Fourths are 
used only between two musical ideas. This lends pla- 
cidity, simplicity, and tenderness to the composition. 
The ends of many melodic patterns are wisely marked 
with a slight accent, generally the descent to the tonic 
or the ascent to the dominant. Make each accent just 
a gentle emphasis, almost a caress. If the top one of 
each empty fifth is also slightly emphasized the buco- 
lic character of the music is heightened. The fifths 
should be played precisely together, with more weight 
on the upper finger. This takes careful listening and 
well developed muscular control and relaxation. The 
next to last melody tone, B, in the right hand is anim- 
portant stressed note. Allow it to just 'melt" into the 
last tone A, making sure that A exactly matches, dy- 
namically, only what is left of the tone B after four 
beats. 


Rarely do we find on such an early level a.compo- 
sition which has the tranquil expressiveness, the ori- 
ginality, and the pastoral charm of "Highland Meadow". 
Have the student keep his playing simple throughout, 
never rising beyond an "mf", constantly shaping the 
melodic line. 


Spiritual and Banjo Reel 


"Spiritual" and "Banjo Reel" are published as an 
entity, though either may be played alone. Played to- 
gether they form pleasing contrasts, both typifying 
characteristic aspects of Southern Mountain folklore 
and mores. 


"Spiritual" is a religious lamentation of modal feel- 
ing, most compactly written, the germinal idea being 
embodied in the first three measures. The uneven 
phrase lengths--two phrases of three measures each 
followed by two phrases of two measures each, etc. -- 
are not common. Measures such as 3, 6 etc. might 
almost be considered parenthetical with the Negro's 
quiet injection of "Dear Lord". 


The slight alterations of melodic shape, the vari- 
ous harmonizations of the same melody tone, and the 
transference of the melody to the left hand lenddiver- 
sity to the piece. Have the pupil play the several chan- 
ges in juxtaposition to the original treatment of the 
rising third compared to the descending second. Then 
have him play measures 11-13 immediately after 1-3. 
Have him stop on the long melody note, E, in measures 
2 and 12, listening to the brightness engendered by the 
C major harmony of 12 compared to the eeriness of 2. 
Then compare both these measures with measure 19 
where the A minor harmony is still utilized but this 
time in the second inversion. There are other modi- 
fications, each alteration having a bearing on the in- 
terpretation, which of course is the important thing. 


A right jolly pieceis "Banjo Reel". It is farmore 
difficult technically than its companion and will take 
considerable practise to gain the control and momen- 
tum necessary to make the piece "come off" with flair 
and abandon. 


Play the piece in block formation first. Numerous 
repetitions back and forth where hand positions shift, 
working fora quick sidewise motion of hands and arms, 
are essential in measures 17-24 where the broken 
chord figuration in its sequential repetition up a third 
gives one the feeling of literally being "lifted up by 
one's boot straps." Silent placing of the fingers on the 
keys involved, with a quick shift to the next position, 
etc. is suggested for preliminary practise. 


The term "non legato" indicated at the beginning 
might mean one thing to one person, something else 
to another. One way of looking at it is to think stacca- 
to but play legato, playing with a quick high fling of the 
fingers and keeping them very pointed. Busoni has 
something to say about the style of touch in his notes 
to the sixth Prelude in his edition of the Bach WELL 
TEMPERED CLAVIER. 


To be continued in the Winter issue. 
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Chamber Music 


WITH PIANO 


MARTHA CALNAN 
anD HUBERT DORIS 





MARTHA CALNAN 


0 NE OF THE MOST common complaints levelled 
against chamber music is that it is toodifficult for 
young players. Unfortunately, there is-a great deal of 
truth in this accusation, particularly if one thinks of 
chamber music in terms of the late 18thand 19th cen- 
turies. There is an aura of sacrosanct venerability 
about the chamber works of Mozart, Beethoven, Brahms 
and Schubert that frightens many a young devoté and his 
teacher from even attempting to find less difficult works 
or section of works, among the output of these compo- 
sers. We think this is a pity. 


Is there really anything wrong in a group of young 
players attempting a creditable performance of a Mo- 
zart ora Brahms slow movement? If the teacher's 
desire is to give training and experience, as well as a 


Martha Calnan, a graduate of the Kansss City 
(Mo) Conservatory of Music, studied in New York 
with Madame Rosina Lhevinne, and is now teach- 
ing privately in New York City. 

Professor Hubert Doris of Barnard College, 
Columbia University, graduated from Harvard in 
1948, studied at the Paris Conservatory for two 
years with Nadia Boulanger, and in 1953, received 
an M.A. from Columbia University. 

Miss Calnan has been researching and will con- 
tinue to do 80, for suitable chamber music for the 
pupils of our readers. Mr. Doris is collaborating 
by writing up her findings 





EDITOR'S NOTE: This is the second in a series 
of articles on chamber music with a piano part. 
The listings of music todate are: 


Alexandre TANSMAN. Nous Jouons Pour Maman. 
(violin, cello and piano). Six pieces: Air Cham- 
petre, Gavotte, Orientale, Le Bateau, Dans Slave, 
Chanson Negre. Editions Max Eschig (BMI, sole 
agents in U.S.A.) 

Joseph HAYDN. Concertino (Divertimento) ;for vi- 
olins (2), cello, and klavier. C. F. Peters Corp. 








1ove ot chamber music, and not solely to produce vir- 
tuoso performances, then surely it is permissible to 
select movements of works that, perhaps in toto, are 
beyond the immediate scope of the players. 


If one is not willing to allow such freedom in one's 
pupils' first approach to chamber music, then one is 
limited almost entirely tothe sort of works we are dis- 
cussing in this issue. There is nothing wrong with 
them as they are, but, as we shall show, they do not 
really represent what is best in chamber music. Ra- 
ther, they represent a compromise with the inherent 
difficulties of chamber music, and serve, therefore, 
as an added argument and proof that one must allow 
oneself a good deal of freedom in choosing the music 
that is to serve as an introduction to what is really the 
most sophisticated and satisfying type of performance: 
ensemble playing. 


Historically, the most interesting work ofthe four 
we have chosen is a fairly recent discovery: an Alle- 
gretto, hitherto unpublished, for piano, violin and vi- 
oloncello, by Beethoven. Actually, once one has said 
"hitherto unpublished," one has said the most impor- 
tant thing about this work. To the best knowledge of 
the editor, Jack Werner, Beethoven wrote this piece 
when he was about 14. Now, everyone knows that at 
14 Beethoven was not yet shaking thunder from hea- 
ven, and this little work is not going to disprove that. 
It is a very simple work, very charming, and very 
well done; in short, just what one might expect from 
a gifted young boy who has had excellent training. If 
a teacher wants to goad his pupils a bit by showing 
what someone can do at 14, all well and good, but it 
is doubtful whether that tactic will produce a love of 
either Beethoven or chamber music. What is really 
interesting about the piece, which will, unfortunately, 
escape the pupil, is the development section. It is 
really remarkable how, even in this early effort, 
Beethoven is showing what was to be his lifelong pre- 
occupation with musical form. The exposition is very 
short, the recapitulation is too, and the development 
































and coda are, in comparison, enormous--and they are 
very good! Actually, the problems of execution in 
this piece are almost non-existent, and it would make 
a pleasant diversion. The development is the only 
section of the work that really involves any of the 
complexities and joys of ensemble playing, and will 
have to make up for the rather ordinary exposition and 
recapitulation. The editor has supplied all the dyna- 
mic markings, and some of the notes. He has been, 
perhaps, a bit too conscientious, but the teacher can 
always decide, in a case like this, how much of the 
editor's marks to use. The pianist should have very 
little trouble, since at this period in his life, Beetho- 
ven had not yet decided to do the impossible, fortun- 
ately. 


It seems a little unfair to include, in a magazine 
primarily devoted to the piano, almost any early Bar- 
oque chamber music. Unfair because all of the works 
of this period are written for solo instruments and 
basso continuo; as a result we get editor Erich Schenk 
instead of Giovanni Legrenzi, and Editor Walter Up- 
meyer instead of Guiseppe Jacchini. These pieces 
would be really worthwhile for us if the figured bass 
had been left blank and the pianist obliged to use their 


ear and musical good sense in supplying the harmon- 
ies. As it is, all he may do is accompany the two solo 
instruments. The cellist whois to double the bass part 
of the keyboard instrument is likewise shortchanged. 
All the delights of the ensemble are reserved for the 
principal violins, and the keyboard player and his ac- 
complice merely hold up the harmonic structure. As 
far as they are concerned this is not stimulating mu- 
sic. 

It is all very well, as music, particularly the 
Jacchini, which resembles the works of his contempo- 
rary and associate Corelli so closely, and which pro- 
vides greater activity, at least, for the keyboard. But 
from personal experience, anyone who has performed 
works of this type knows that the pianist's position is 
completely secondary, and is quite removed from the 
delightful discussions held by the soloists as to how 
everything should go. Again, one must understand that 
these works are extremely pleasant and well done, ex- 
cept for editions always tending toover-edit, and play- 
ing them will have a decidedly beneficial effect all 
around, but one must be cautious in passing this type 
of music off as real ensemble music for all the players. 
Technically, it is, but actually the keyboard takes a 
very back seat. 


BEETHOVEN 


Allegretto in E flat 
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Chamber Music 


Sonata a tre 


per due Violini e Basso continuo 
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COPYRIGHT 1951 by OSTERREICHISCHER BUNDESVERLAG, WIEN 
(Associated Music Publishers, agent) 


The FOLK-TUNE TRIOS by Hazel Gertrude Kin- 
scella representa stepin the right direction, although 
they all tend to be too short and almost too simple. 
They are, at least, real ensemble pieces. Each in- 
strument has its own part, and is indicative of what 
real chamber music can be: interdependent independ- 
ence. It is no small task to approach this end in really 
simple music, and the composer is to be congratulated 
for having the right idea. The arrangements of the 
folk tunes themselves are not particularly distinguished 
as original, which is especially unfortunate since the 
arranger's intentions are so obviously correct and 
praiseworthy, but they would serve accurately toindi- 
cate to very young performers what chamber music 
really is, which the Legrenzi and Jacchini, delightful 
as they are as music, will only partially do. 


It is very much to be hoped that publishers, who 


can be made aware of the growing interest in chamber 
music, will commission, or at least encourage the 
production of pieces on all levels of difficulty from 
good contemporary composers. We might then see 
such a growth of chamber music as we have not since 
the late 20's and early 30's inGermany, a growthwhich, 
though cut off, might sprout again even more luxuri- 
antly. 


ln THE NEXT ISSUE we shall investigate some 
the more usable works and parts of works by compo- 
sers of undisputed merit, and perhaps we will be able 
to convince the reader that the experience of chamber 
music is something in itself, and not to be treated in 
the same way as the building of a repertoire of solo 
works. It is the experience that counts even more than 


the final execution. (Continued on Page 13) 


15 











Artur Rubinstein 


A 


| 
¢ 
| 
| 
| 


The Hands of Great Pianists 


HANDS OF VLADIMIR HOROWITZ HANDS OF VAN CLIBURN 








C ha m be [ M U S | C (Continued from page 15) 


Folk - Tune Trios ere 
Ten Favorite Airs HAZEL GERTRUDE KINSCELLA 


3. Brother John 


(i) French Folk Song 


Moderato vv 










Violia 


Vieloacello 


Moderato . 


P 





Piano bells) 


5. Evening Song Portuguese Folk Air 
Andante 
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Andante A 
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Angela Diller, THE SPLENDOR OF 
MUSIC. G. Schirmer, Inc., 1958. 214p. 
$4.75 





reviewed by Dorothy Weed 


"...and to know 
Rather consists in opening out a way 
When the imprisoned splendor may escape, 
Than in effecting entry for a light 
Supposed to be without. ..." 


HE above quotation from Paraclesus, by Robert 

Browning, expresses Angela Diller's philosophy of 
teaching. It also explains the title of this book, which 
deals with two "imprisoned splendors." The first is 
the "splendor of Music that lies behind the symbols on 
printed pages", waiting for-the interpreter to trans- 
late it into sound. The other is the "innate capacity 
for understanding and creating music that resides in 
almost every human soul. ..waiting to be released and 
developed.'"' Dr. Diller, after more than fifty years 
of music teaching, writes in words both inspired and 
practical, of "the fusing of these two splendors." 

The book is primarily addressed to pianoteachers, 
but it is also excellent reading for the amateur as well 
as for the mature and advanced student. The ideas 
are stimulating and challenging. They are vividly ex- 
pressed. The musical illustrations makes for excep- 
tional clarity, and a delightful vein of humor runs 
through the whole work. 

Angela Diller has her own individual way of delv- 
ing deep into the essence of fundamentals many of us 
have taken for granted for years--fundamentals of 
musical relationships and of human relationships, both 
of import to the teacher. She has the gift of enrich- 
ing one's vision of the matter in hand, and thereby 





Dorothy Weed is the music director of the Diller- 
Quaile School of Music. She has had wide experi- 
ence in teaching pianoand musicianship to children 
and adults, and in training music teachers. 
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transforming one's attitude. I quote from the chapter 
on Practicing: "Ideally, the child should feel that the 
practice period is a time for discovery.... He is en- 
gaged in the fascinating pursuit of finding out some- 
thing about music.... Part of the teacher's business 
is to convince the child that practicing is not repeti- 
tious drudgery." The change of attitude can be ac- 
complished when the child learns how to study the 
music, to understand the significance of what is onthe 
printed page, before he begins to practice it. 


The subject matter ranges from the responsibili- 
ties of the interpreter to the qualities of a good teach- 
er, and from the adult beginner to the "make-over" 
pupil. There are sections on memorizing, pupils' re- 
citals, and 'What Parents Can Do." There is a provo- 
cative discussion of piano technique and its relation 
to tone production and interpretation. There arespe- 
cial chapters of "purely practical" suggestions for the 
inexperienced teacher on such matters as learning 
how to teach, how to vary the piano lesson, needed 
equipment, lesson plans, teacher's and pupil's note- 
books. But Dr. Diller rarely strays far from her cen- 
tral subject. 

Perhaps the most original and thought-provoking 
sections of the book are those whichdiscuss the struc- 
ture of music. Ifa child does not understand the 
structure of the music he is playing, his performance 
will lack eloquence and conviction. She illustrates this 
with Mozart's little Minuet in F major. Just what 
should be known about this piece if he is going tolearn 
it, and how will this knowledge affect his playing of it? 
The answer may amaze you. Among other things, it 
concerns phrasing. 


What does phrasing mean to a student? How im- 
portant is it anyway? Is there more than one way to 
phrase a certain passage? How does one decide? What 
to do, of course, depends upon the music in question, 
and many musical excerpts are quoted and discussed 
in detail. Literary quotations also are adoirtly used 
to illustrate the bearirg of phrasing on musical mean- 
ing. For example, Dr. Diller takes the opening words 
of Hamlet's soliloquy: 
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"To be, or not to be, - that is the question:- 
Whether ‘tis nobler" etc. 


Then she suggests that these words be read, grouping 
them as follows: 

"To be or, not to be that, is the question whether." 
Such examples help prove convincingly her assertion 
that "every aspect of the organization of music can be 
regarded as an element of phrasing. " 

As a child, Angela Diller had very little formal in- 
struction in music. She has often said that this was a 
blessing, since instead of being forcedintoa mold, she 
was free to explore music itself, to experiment, and 
to develop new ways of doing things. Out of this ex- 
perience grew her convictions that training in musi- 
cianship was a necessity for all music students. She 
was one of the early pioneers in the development of 
musicianship classes for children, and especially in 
the correlation of this work with piano study. Today 
we all talk glibly about correlation. The word appears 
everywhere in the circulars of music schools. But 
reading THE SPLENDOR OF MUSIC makes us wonder 
how successful we really are in making the study of 
musicianship a deeply stirring experience for our pu- 
pils. Are we sure it heightens their awareness of the 
beauty of a Beethoven sonata ora folk tune? Does it 
make them more responsive to the subtle coloring of 

a Chopin nocturne? Does it increase their pleasure in 
listening to music and their interest in practicing? 
Does it affect the quality of their interpretation? 


The revolutionary ideas in thechapter on Counting 
may come as a surprise to some, but they are badly 
needed. It is a common observation that almost all 
children are allergic to counting. This allergy can 
have many causes: the nuisance of having to talk aloud, 
the difficulty of recognizing the beats quickly enough 
on the printed page, a rather hazy understanding of 
rhythmic notation, or simply the deadly monotony of 
saying the same thing over and over. Frequently, old 
fashioned counting actually created confusion for the 
musical child, because it does not always match the 
pattern of the music. In this chapter, musical expres- 
sions of rhythmic meaning replace the conventional 
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"one-and, two-and" which was drilled into most of us 
as children. 


Counting is a necessity, but Dr. Diller points out 
that there areseveral different ways of doing it. When 
a student has been led to discover these for himself, 
and to realize how they clarify the form and meaning 
of the piece, his attitude can change from boredom to 
enthusiasm, because he understands that "The reason 
for counting is not merely to recite the number of beats 
in a measure, but to release the rhythmic feeling of 
the music that is being performed." It is like the con- 
ductor's beat, "'a glorified sort of counting, .. . convey- 
ing...the speed, the phrasing, the inflection...and 
the emotional content of the music." 


Ear Training is, perhaps, the most basic and most 
often neglected part of musical education. It usually 
consists of drills in the recognition of pitchand rhythm. 
But these drills "have to do only with what the physi- 
cal ear hears. In listening to music, however, the 
mind, the emotions, and the imagination are also en- 
gaged." Miss Diller maintains that "the piano teach- 
er's task is to see to it first that the student hears 
every sound that he makes, and second that his knowl- 
edge of music is constantly enlarging sothat he under- 
stands what he hears."' 


The final chapter, "Listening In", provides an op- 
portunity to study the master teacher at work. It is a 
report of actual lessons given by Dr. Diller to stud- 
ents of varying degrees of musical aptitudes and ac- 
complishments, ranging from six-year-olds to adults. 
These lessons are in no sense models to be copied, 
but the open mind can learn much from them. They il- 
lustrate, in delightful human fashion, and with great 
variety and imagination, how the piano lesson can be 
made an occasion of musical inspiration for both pupil 
and teacher, and how the Splendor of Music can be re- 
vealed. 
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Powell Everhart, THE PIANIST'S ART, 
a comprehensive manual on piano- 
playing for the student and teacher. 
Published in one typed, mimeographed, 
bound volume, by the author (962 Myr- 
tle St., N.E., Atlanta 9, Ga.) 396pp. 
$15. 





Reviewed by William S. Newman 


HIS IS ONE of the most serious, thoughtful, and 

painstaking studies on piano playing to appear in 
this country in several years. It certainly deserves a 
review in kind, in spite of major shortcomings in its 
present form. The objectof Powell Everhart. a teach- 
er in Atlanta of long and wide experience, has been to 
supply a rounded manual--"The Compleat Pianist,"'as 
it were. His book divides into three parts: I, '"Man- 
aged Motion," ten chapters concerned primarily with 


the bases and application of technique; II, "Directives 
to the Player.'' three chapters on keyboard harmony, 
details of the score, and use of the pedal; and III, "The 
Objectives ,'' three concluding chapters (14-16) on mu- 
sical perception, especially as demonstrated in sight 
reading and memorizing. There are alsoan "Author's 
Preface, '' a ''Prologue,'' seventeen appendices, a bib- 
liography of some 200 books, and a full index! 


The contents of the longest section, Part 1, may be 
summarized a bit more fully. Chapter 1 presents 
"intention-corroboration" as the governing principle 
of successful playing, by which is meant the need first 
to hear what is wanted, then to let that image control 
the execution. Chapter 2 explores the "executive ma- 
chinery"'--that is, the leverages and anatomy by which 
the body mechanisms can most easily overcome the 
inertia of the piano mechanisms. Chapter 3 argues 
for three prerequisites of successful playing: counting 
aloud; positioning the hands to best advantage on the 
black and white keys; and finding the keys not by eye 
but by feel and ear as aids to musicianship, memory, 
and sight reading. Chapter 4 offers the essentials of 
metric notation and a method of counting based on bi- 
nary or ternary subdivisions of the pulse. Chapter 5 
concerns the playing of the key itself, with emphasis 
on timing the attack, "reaching" for the key bed, and 
releasing simply by discontinuing all effort. Chapter 
6 treats of tone projection and balance in musical tex- 
ture and of accent in rhythmic groupings. Chapter 7 
considers muscular application, overapplication, and 
discontuance, with discussions of endurance, intensity 
versus speed, arm weight, rotation, the thumb versus 
the "block" of four fingers, and co-ordination of the 
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hands. Chapter 8 views speed as a problem of rhyth- 
mic grouping and accents. Chapter 9 takes up special 
technical problems, among them tremolando. rolled 
chords, glissando, and repeated notes. Finally in 
Part I, Chapter X provides a summary in the light of 
Everhart's "intention-corroboration" principle. 


As far as they go, the main arguments inthis book 
seem to me to be sound, enlightened, and significant. 
They advance what I for one would regard as some of 
the best available information on such matters as hand 
support during finger action, fallacies of arm weight, 
control of key descent, the approachto memory through 
the ear, angles of attack and contact with the keys, and 
focus of the eyes in sight reading. With due allowance 
for reservations shortly to be made, one may point to 
several discussions of unusual value and insight, fre- 
quently enhanced by original viewpoints and pedagogic 
approaches. Such are thediscussions of the thumb and 
hand action, and of pronation and supination (pp. 30- 
32); of "reaching" for the keybed (pp. 63-66); of bal- 
ance in musical texture andaccents in rhythmic group- 
ing (pp. 72-80); of the strange interlude, so to speak, 
between attack and release (Ch. 5); of endurance and 
strength (pp. 83-84); of the co-ordination of the hands 
(p. 110); and of pedaling (Ch. 13). Special mention 
should also be made of the practical allusions to spe- 
cific piano works, increasingly in later portions of the 
book. 


TuEsE important values should not be forgotten 
during the mentions of shortcomings that follow. The 
question might now arise as to why a book with such 
values has had to be reproduced privately, at a high 
cost to the reader (and, no doubt, the author), rather 
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than printed by a recognized publisher. Major com- 
mercial and university publishers caution rather blunt- 
ly that a book requiring a subsidy by its own author is 
likely to reveal serious deficiencies. If so, the seri- 
ous deficiencies in THE PIANIST'S ART show up ina 
tendency toward intellectual pomposity and verbosity 
that can be positively absurd, and in a lack of profes- 
sional discipline and restraint that often leaves the 
reasoning weak and confused. 

We may perhaps excuse the extreme claims in the 
flyer by which the author had announced his book last 
year. But doubts are created from the start of the 
book itself with the author's claim that his is the one 
‘ideal manual for student and teacher" (p. 4) and his 
complementary disclaim of most other teaching. These 
attitudes recur throughout the book, including the final 
appendix, "Remedial Methods for Poorly Trained Play- 
ers, ' which begins on the plaintive note that "most of 
the piano-teaching in the world is being given in re- 
verse" (p: 339). Certain teaching methods aretreated 
with special contempt. Thus, in the single sentence 
that is Appendix H, group teaching is dismissed ina 
facetious manner that its numerous successful propo- 
nents will hardly welcome: "Class-piano bids fair to 
attain the same degree of success that will be met with 
in the Class-Appendectomy" (p. 324; see, also, p. 3). 


The author's implication (pp. 2-4) that his is the 
first and only comprehensive manual on piano playing 
must raise questions, too. In the first place, as far 
back as the 16th century a good share of the many key,- 
board treatises have had this same purpose, including 
not a few in his own bibliography. In the second place, 
neither this book nor any other can possibly bring to- 
gether even the bare essentials that the finished pian- 
ist needs to know, what with training that must even- 
tually reachinto all music, not to mention other fields. 
Thus, Everhart scarcely touches on the nafure of the 
phrase (p. 200), or of musical forms (p. 221), or of 
old as compared with new instruments. He has little 
to say on the problems of public performance, or on 
music literature except for the particular pieces he 
cites, and even less on historical styles (the orienta- 
tion being largely Romantic). In fact, inspite of Ever- 
hart's claims to scholarship in his "Prologue", one 
senses an antischolarly attitude. not helped by ashaky 
historical background (as in remarks on the editing of 
ornaments and the ornaments themselves [pp. 204-216]; 
or his perpetuation of the title "Well-Tempered Cla- 
vichord," p. 217; or a view attributed to Mozart, p. 67; 
or the origins of tempus imperfectus, p.49). Sources 
of informationare almost never given, there being al- 
most no documental footnotes. Yet, as one reads on 
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he becomes more and more aware of how much and 
how eclectically Everhart has leaned on, derived from, 
and even been limited by certain authorities on piano 
playing--for instance, Schultz, Matthay, and Bonpen- 


siere--without acknowledgement. The bibliography 
means little here, since it is anything but selective, 
including everything from books on opthamology, Zen, 
and archery to several on piano playing that are too 
weak to merit any listing at all. Yet, there are con- 
spicuous omissions in this bibliography--for instance, 
Freundlich-Friskin, Whiteside, Apel, Diller, Harri- 
son, K. Schnabel (with a book on pedaling such as Ev- 
erhart believes not to exist, p. 225), and Kenyon, quite 
apart from all that basic literature of monographs, 
articles in journals, and foreign studies that the scho- 
lar would be expected to know. 


Pernaps the most immediate and discouraging 
evidence that professional discipline is lacking lies in 
the writing itself, the ineptness and entanglements of 
which pose a formidable obstacle to all readers. Here 
is but a sample (p. 44): "Although the motivation of the 
key is the corroboration of intention toward predeter- 
mined effect, unconscious bodily reflex is directly 
controlled thereby, its perfection of control resulting 
from applied criticism whose accuracy is not impeded 
by distractions inthe nature of erratic and self- 
consciously measured physical action." If my parsing 
is correct this sentence may be reduced and translated 
(as most of the author's special terms have had to be 
for this review) as follows: "Although playing a key 
realizes a conscious intention, the means and manner 
most derive subconsciously from that intention." The 
sample is average, not extreme. In the abstract the- 
orizing by which the author seems compelled to pre- 
face each chapter (for instance. Ch. 4 or 5), the writ- 
ing is at its worst. When he gets to specific details it 
does clear up appreciably. But all too often the confu- 
sion of prolixity is compounded by redundancy (includ- 
ing a change to "equally as difficult as" in the single 
page of errata!), loose and faulty punctuation. pronouns 
without clear antecedents, careless grammar. and lack 
of precision in vocabulary (among many instances, "in- 
cur" for "take" lessons, p. 3; "delta" for "sector," 
pp. 25 and 92; "emotional" for "tactile", p. 65; "em- 
powered" for "powered", p. 27; "entails the more le- 
thargic" for "presupposes the slower," p. 89; etc. 
etc.). 


It would be picayunish to dwell even this much on 
the writing were it not for the facts that 1) in its pres- 
ent form only the most zealous learners will attempt 
to struggle with it; 2) clarity and precision are indis- 
pensable, obviously, in any text; all themore so in one 
treating of such fussy matters as this one does; 3) the 
logic and ultimately the organization are bound to suf- 
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fer when the individual sentences betray confusion; and 
4) the author himself makes such vulnerable claims in 
his 'Prologue" for precision and an irreducible mini- 
mum (for "so complex a subject," p. 8) of big words 
and involved sentences, all the while chiding readers 
who are too lazy to use a dictionary. 

As a "comprehensive manual" THE PIANIST'S ART 
is apparently meant to be integrated by the maintheme 
of “intention-corroboration" ("intention-realization" 
would have been the more accurate term, in spite of 
the elusive distinction that is attempted on p. 16). This 
theme presumably derives fromthe "ideation" of Bon- 
pensiere. But after his initial declaration (p. 15) that 
each intention must be realized subconsciously, Ever- 
hart proceeds to page after page of such excruciating- 
ly minute and conscious analysis that he himself fin- 
ally has to acknowledge the paradox (Ch. 10). In this 
way this self-evident and labored theme may be said 
never to take root. Several more localized theories 
are similarly advanced, if not run into the ground, 
without convincing application, such as the relation of 
a wide "metacarpal arch" to speed (pp. 89-90), or the 
keyboard symmetry of notes spreading out from D and 
from A-flat (p.° 25). In these and other respects the 
book seems not to have developed froma clear outline 
but to have evolved during the writing and largely--to 
the author's credit--whichever way the findings dic- 
tated. See, for example, how the author seems to 
change his ownmind intrying vainly to decide whether 
loudness and softness are one or two things (p. 72), 
whether the arm does or does not shift over the thumb 
(pp. 104-105), which determines the other between 
style and technique (p. 35), or how the forearm and 
upper arm function (in the few vague. tangential men- 
tions of these mechanisms as compared with the rich 
detail on finger action). 


| SHOULD LIKE to close by suggesting that much 
of value could and, I firmly believe, should be sal- 
vaged in this book. The length could be cut by nearly 
two-thirds, to the advantage of all concerned, if the 
organization were simplified and clarified; if the later 
chapters were deleted or recombined with the earlier 
material that they largely repeat; and if the doctrin- 
aire and abstruse theorizing, the strained quotations 
from St. Augustine, Plato, and others, and the pseudo- 
intellectualizing were discarded. A little "intention- 
corroboration" applied to the writing itself would help 
the author drive straight to the keybed of each argu- 
ment and then release it without a compulsion to linger, 
wander, or repeat. If these changes were to be made, 
I for one would like to help promote the real publica- 
tion that the many fine discussions now hidden within 
the book so richly deserve. 





Professor Newman of the University of North 
Carolina, Chapel Hill, is the author of many books, 
articles and reviews in various publications. He 
is also one of the contributing editors of the PQN. 
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Practical suggestions and procedures and source material 
for teaching music in the high school. Covers the general 
music class, music for vocal and instrumental groups, 
theory, appreciation, literature and history, organization of 
the program and other elements. 


MANN, ALFRED. The study of fugue. 351p. (61. bibl.) 
O 57-8636 New Brunswick, N.J. , Rutgers Univ. Press 
9.00 


An historical approach to the fugue and its exposition and 
development during the Renaissance and Baroque periods 
and selected translations, with commen‘ary, of four classi- 
cal works on the fugue by Fux, Marpurg, Albrechtsberger, 
and Martini. 


MERSENNE, MARIN. Harmonie universelle; the books 
on instruments; tr. [from the French] by Roger E. 
Chapman. 608p. (bibl. footnotes) il., diagrs. N. Y., 
W. S. Heinman 30.00 
The translation of an exhaustive source book on instruments 
by a 17th century Frenchman. Stringed, wind, and per- 
cussion instruments and the organ during the French early 
baroque period are discussed in detail. Theory, descriptions 


and illustrations to aid in reconstruction and construction 
of copies, and music samplings are also presented. 


MULLIKEN, NIKITA. Our American composer; a 
rhapsodical biography. 90p. il. Q N. Y. , Vantage Press 
4.50 
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MUSIC INDEX (THE); 1956 annual cumulation. 570p. 


O Detroit, Information Service 43.75 


Newly indexed are the American Composers Alliance Bul- 
letin from August 1950, the Ethno-Musicology Newsletter 
from December 1953, and the Record Collector from 
January 1949. 


SHEEAN, VINCENT. Orpheus at eighty. 372p. (3p. 
bibl.) © 57-10054 N.Y., Random 5.00 
A biography of the great Italian operatic composer which 


touches upon all the periods of his work and his per- 
sonal life, particularly his love for his wife Peppina. 


SONGS FOR EARLY CHILDHOOD: at churchand home; 
il. by Ann Eshner [ed. by W. Lawrence Curry], 127p. 
Q 58-1000 Phil., Westminster Press 1.75 


Religious songs about God, Christ, the home, church, and 
the community. For the preschool child. 


SUR, WILLIAM RAYMOND andSCHULLER, CHARLES 
FRANCIS. Music education for teen-agers. 490p. 
(bibls.) il. O (Exploration ser. in educ.) 53-8359 N. Y. , 
Harper 6.00 


A guide for the junior high and secondary school teacher. 
Covers vocal study and choral activities, instrumental music, 
theory, music assemblies, public performance, the relation- 
ship of school music to the community and many other 
aspects of music education in the school. 


WEBER, MAX. The rational and social foundations of 
music; tr. [from the German] and ed. by Don Martin- 
dale and others. 200p. (14p. bibl. notes) O 56-12134 
Carbondale, Southern Ill. Univ. Press 5. 75 

The famed sociologist sees western social institutions and 

reasoning reflected in the music of Western society. In 

this light he discusses harmony, melody, prediatonic and 


western scale systems, tonality, modern tonality, and the 
evolution of occidental polyvocality. 


WILSON, JOHN S. The collector's jazz, traditional 
and swing. 319p. S (Keystone bk. K 4) 58-9795 Phil., 
Lippincott pap., 1.45 

A discography arranged according to the performers. Some 

of the material has appeared previously in High Fidelity. 


The area covered is limited to the jazz styles developed 
before World War I. 





The Teaching Pieces of 
J. S. Bach 


and 
W. Mozart 


William J. Mitchell 
Single copies 50 cents 


Piano TEACHERS INFORMATION SERVICE 
Mailing Address: 
88 Morningside Drive « New York 27, N. Y. 
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PLANO RECORDINGS 


June, July, August 1958 


Record reviews may be found inthe'Saturday Review of Literature 
and many music magazines. Reviews are indexed inthe Music 


BACH 
Chromatic Fantasy & Fugue in D Minor, BWV 903 
Kagan (piano) * Tocc.; Fant. 12” Lyric. 62 


Concerto No. 2 in C Major for 3 Harpsichords 
Joyce, Malcolm, Dart, Pro Arte Orch. (Ord) 
%* Conc.; Vivaldi: Conc. Grosso; Malcolm: Var. 
12” Angel 45022 
Concerto No. 3 in D Major for Harpsichord 
ey Stuttgart Pro Musica Orch. ag org 
onc. 12” Vox 10730 
pee. in A Minor for Flute, Violin & Harpsichord, 
wv 1 


Mess, Lautenbacher, Elsner, Stuttgart Pro Musica 
Orch. (Reinhardt) '* Conc. #3 12” Vox 10730 
Concerto in A Minor for 4 Harpsichords 
Joyce, Malcolm, Dart, Vaughn, Pro Arte Orch. (Ord) 
%* Conc.; Vivaldi: Conc. Grosso; Malcolm: Var. 


12” Angel 45022 
Fantasia in C Minor, BWY 906 
Kagan (piano) * Fant.; Chrom. Fant.; 
a Lyric. 62 
Fantasia & Fugue in A Minor, BWV 904 
Kagan (piano) * Chrom. Fant.; Fant.; Tocc. 


12” Lyric. 62 
Goldberg Variations, BWV 988 
Kirkpatrick (harpsichord) 12” Haydn Soc. 9035 
Sonata No. 5 in F Minor for Harpsichord & Violin 
Oborin (piano), Oistrakh (violin) # Mozart: Trio 
” 


ie 2006 
Toccata in C Minor. BWV 911 
Kagan (piano) * Chrom. Fant.; Fant.; Tocc 


12” Lyric. 62 
Toccata in E Minor, BWV 914 
Kagan (piano) Fugue only * Chrom. Fant.; Fant.; 
Toccata 12” Lyric. 62 
Toccata in F Sharp Minor, BWV 910 
Kagan (piano) * Chrom. Fant.; Fant.; Tocc. 
12” Lyric. 62 


BARTOK 


For Children 
Farnadi (piano) is ad 
Farnadi (iano), Vol. 
Farnadi (piano), Vol. 2 


Music for Piano 
Solchany 


2-12” West. XWN-2226 
12” West. XWN-18743 
12” West. XWN-18744 


12” Angel 45015 


BEETHOVEN 


Concerto No. 4 in G Major for Piano, Op. 58 
Gilels, ees Phil. Orch. (Sanderling) 
%* Mendelssohn: = 12” Bruno 14024 
easier No. 5 in E Flat Ma| jajor, 73 [‘‘Emperer’’) 

Gilels, Nat’! Phil. Gren. (Sanderling) * Var. 
” Bruno 14014 

Fantasia in G Minor, Rd 
Mang (piano) % Recital 12” Music Lib. 7082 
ata No. 8 in C Minor, Op. 13 Cesta) 

ie: A Fischer * Son. #21 12” Angel 35569 
Sonata No. 21 AF C Major, Op. 53 rng 
in 


A. Fischer ¥ 2” Angel 35569 
Sonata No. 29 L B Fiat Major, Op. 106 
(“Hammerklavier’’) . 

Petri 12” West. XWN-18747 


Variations (32) in C Minor 


Gilels (piano) * Conc. #5 12” Bruno 14014 


ow 


Intermezz' 
— "pene 4 Var., Op. 24 12” Col. ML-5287 
Quartet No. 2 in A Major (Piano), Op. 26 
Demus, Barylli Quartet Members 
12” West. XWN-18677 
Rhapsodies, Op. 79 ’ 
zaremba (piano) * Rhap.; Var.; Handel: Aria 


* —_— 1058 
Rhapsody in E Fiat Major, Se. 113 ; 
Zaremba (piano) * Rhap.; Var.; Handel Aria 
” Unicorn an 
Variations & Fugue on a Theme of Pa thes Op. 2 
Istomin (piano) * Intermezzi i? Col. ML. 5287 
Zaremba (piano) * Rhap.; Handel: 
in Unicorn 1058 


Library Association's Notes 


CHOPIN 


Berceuse in D Flat Major, Op. 5 
Frugoni (piano) * —_— Scherzi 12” Vox 10510 
Ecossaises (3). Op. 
Frugoni Geek x int Berceuse 12” Vox 10510 
Scherzi (4) (complete) 
Frugoni (piano) # Ecossaises; Berceuse 
12” Vox 10510 


Waltzes 
J. Doyen (piano) 


CIMAROSA 
Sonatas (32) for Harpsichord en ) 
Veyron-Lacroix ” West. XWN-18698 


COPLAND 


Piano Blues (4) 
Smit * Masters Write Jazz 


12” Epic LC-3468 


12” Dot 3111 


DEBUSSY 


Clair de Lune 

Levant (piano) #¥ Levant’s Fav. 
The Engulfed Cathedral 

Levant (piano) # Levant’s Fav. 


DUSSEK 
Music for Pian 
Hermanns & *stoneridge 


FALLA 


Ritual Fire Dance 
Levant (piano) * Levant’s Fav. 


GERSHWIN 


Preludes (3) 

Smit (piano) * Masters Write Jazz 12” Dot 311) 
Rhapsody in Blue 

Williams iene, Symph. of the Air (Page) * Music 


12” Col. CL-1134 
12” Col. CL-1134 


12” SFR 1002 


12” Col. CL-1134 


of Gershwin 12” Kapp 1088 
Concerto in A Minor for Piano, Op. 16 
Pennario, Los Angeles Phil. Orch. ay! 
%& Rachmaninoff: Rhap. ” Cap. P-8441 


Aria con Variazioni 
Zaremba (piano) * Brahms: Rhap.; V: 


ion” tinicorn 1058 
Chaconne in G Major 
Maclean (piano) * Recital 12” Music Lib. 7082 
Suites Nos. 3, 11, 13 for Rarpelcherd 
Wolfe 2” Experiences 0032 
a 2 “ae 8, 14, 15 for Harpsichord 
2” Experiences 0033 


HAYDN 


Sonata No. 34 in E Minor for Piano 

Reisenberg * Son. #43, 52 West. XWN-18358 
Sonata No. 35 in C Major for Pian 

Balsam * Son. #40, 44, 48 49 “2” Washington 430 
Sonata No. 40 in G Major for Piano 

Balsam * Son. #35, 44, 48, 49 “a cr 430 
Sonata No. 43 in A Flat Major for Pia 

Reisenberg * Son. #34, 52 = West. XWN-18358 
Sonata No. 44 in G Minor for Pian 

Balsam * Son. #35, 40, 48, 49 12" Washington 430 
Sonata No. 48 in C Major for Pian 

Balsam * Son. #35, 40, 44, 49 12" Washington 430 
Sonata No.°49 in E Flat Major for Piano 

Gould * Mozart: Fant.; Son. #10 12" Col. ML-5274 

Balsam * Son. #35, 40, 44, 48 12” — 430 
Sonata No. 52 in & Flat Major for Pian 

Reisenberg * Son. #34, 43 12” West. XWN-18358 


HINDEMITH 
The Four Temperaments 


Holetschek (piano), Vienna Symph. Orch. (Swoboda) 
%* Kammermusik #4 12” West. XWN-18716 


KUHNAU 


Biblical Sonatas 
Fuller (harpsichord) 


LECUONA 


Malaguena 
Levant (piano) # Levant’s Fav. 


12” Washington 409 


12” Col. CL-1134 


MALCOLM 


Variations on a Theme of Mozart for 4 Harpsichords 
Joyce, Malcolm, Dart, Vaughn * Bach: nc 
Vivaldi: Conc. Grosso 12” Angel “45022 


MENDELSSOHN 


Concerto Ne. 1 in G Minor for Piano, Op. 25 
bay Nat’! ‘phil. Orch. eee + Beethoven: 
- #4 Bruno 14024 


MILHAUD 


fag Caprices (3) 


mit (piano) # Masters Write Jazz 12” Dot 3111 


MOZART 


Allegro in G Minor, K. 312 
Kraus (piano) + Son. #13, 15; 


ibe ayn Soc. 9037 
Concerto No. 18 in B Fiat Major for Pi K. 
— Columbia Symph. Orch. (rel % Conc. 
12” Col 


#20 ML-5276 
Concerto No. 20 in D Minor for Piano, K. 466 
Casadesus, Columbia Symph. = (szeit) *® Conc. 
#18 ” Col. ML-5276 
Concerto No. 20 in D Minor for sam K. 466 
Fischer,>Philharmonia Orch. (Fischer) # Bach: 
Brandenburg #5 12” Angeli 35593 
Concerto No. 22 m E Fiat Major for — K. 482 
Iturbi, Paris Conservatoire Orch. (itur! 


bi) 
12” Angel 35539 

Fantasia & Fugue in C Major, K. 394 

Gould (piano) * Son. #10; Micon: Son. #49 
12” Col. ML-5274 
Sonata No. 10 in C Major, K. 

Gould * Fant.; Hayan: dy e49 12” Col. ML-5274 
Sonata No. 13 in B Flat Major, K. 333 

Kraus * Son. #15; Allegro; Var. 


12” Haydn Soc. 9037 
Sonata No. 15 in C Major, K. 545 


Kraus * Son. #13; Allegro; Var. 
12” Haydn Soc. 9037 
Trio No. 5 in G Major, K. 564 
Gilels, Kogan, Rostropovich * Bach: Son. #5 


# 
12” Que 2006 
PINTO 


Scenas infantis 
Maclean (piano) * Recital 


POULENC 


Mouvements Perpetueis Nos. 1-3 
Maclean (piano) * Recital 12” Music Lib. 7082 


RACHMANINOFF 


Rhapsody on a Theme of Paganini, Op. 43 
Pennario (piano), Los Angeies hi Porch. 
(Leinsdorf) * Grieg: Conc. 12” Cap. P-8441 


RAVEL 


Sonatine 
Giaroli (piano) * Tombeau; Valses : 
12” West. XWN-1° 


12” Music Lib. 7082 


Le Tombeau de Couperin 
Gianoli (piano) # Sonatine; Tombeau 
12” West. XWN-18233 
Valses Nobles et Sentimentaies 
Gianoli (piano) # Sonatine; Tombea 
12” West. XWN-18233 
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SCARLATTI, D. 


Sonatas 
Valenti (harpsichord), Vol. 19 12” West. XWN-18705 


Sonatas 
Milkina (piano) 12” West. XWN-18697 


SCHUBERT 


Fantasia in C Major, Op. 15 [‘‘Wanderer’] 
Hautzig (piano) * Moments 12” Haydn Soc. 9032 
Impromptus, Op. 90 (complete) 
leseking (piano) * Op. 142, #1, 2 
12” Angel 35533 
ne, & 


leseking ph 1, 2 ¥ Op. 90 
12” Angel 35533 
Gieseking (piano)—Nos. 3, 4 * Nee tage 


el 35534 
Klavierstiicke (3) 
Gieseking (piano) * Impromptus, Op. 142 
12” Angel 35534 


Moments yammorye 8 Op. 94 
Hautzig (piano) * ant. 12” Haydn Soc. 9032 
Backhaus (piano) # Schumann: pry 
ond. LL-1725 


by in A Majer (Piano), Op. 114 (“Trout”"] 
Curzon, Vienna Octet Members 12” Lond, LL-3025 


neem al 


Humoresque, 0 
Richter (iano) | = ~~ i ape 2022 
Romance in F Sharp Major, Op. 2 
Graffman (piano) ‘sia. ites +4 #3 
2” Vict. LM-2190 
Sonata No. 3 in G Minor for Piano, > 22 
Graffman * Romance; Symph. Etudes 
12" Vict. LM-2190 
Symphonic Etudes, Op. 13 
Graffman (piano) 4 Romance; Son. #3 
12” Vict. LM-2190 
Waidscenen, Op. 8 


Backhaus clone) % Schubert: Moment 
i Lond, LL-1725 


STRAVINSKY 


Capriccio for Piano & Orchestra 
Zelka, Southwest German Radio on Fe 


% Conc. ” Vox 10660 
Concerto for 2 Solo Pianos 


Brendel, Zelka * Capriccio 12” Vox 10660 
iano Rag Music 

Smit # Masters Write Jazz 12” Dot 3111 
TCHAIKOVSKY 


Concerto No. 1 in B Flat Minor for Piano, Op. 23 
Malcuzynski, Radiodimusion Francaise Orch. (Maiko) 
12” Angel 35543 


STEREO RECORDS 


CHOPIN 
Sonata No. 3 in B Minor for Piano, Op. 58 

Regies * Liszt: Son. 12” Counterpoint CPST-558 
LIS ZT 


Concerto No. 1 in E Flat Major for Piano 
ey Vienna Pro Musica Orch. AGlelen) 
% Conc. #2 12” Vox STPL-10420 


Concerto No. 2 in A Major for Pian 
Brendel, Vienna Pro Musica orch {Gielen 
* Conc. #1 ” Vox STPL-10420 


Sonata in B Minor for Piano 


Regules * Chopin: Son. #3 
12” Counterpoint CPST-558 


SCHUBERT 


Quintet in A Major (Piano), Op. 114 [‘‘Trout’’) 
Reinhardt, Endres Quartet 12” Vox STPL-10890 
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MUSIC REVIEWS 





SONG OF THE VALLEY Haufrecht 

Haufrecht has written a short piece in folk song 
style. The general effect is pleasingly euphonious and 
makes good use of the pedal to bind together different 
registers of the instrument. 


APPALACHIAN DANCE Nordoff 

American folk dance pervades this spirited piece. 
It has a piquant flavor, is written with good taste, ex- 
ploits various touches and syncopated rhythms while 
not demanding more than the ability to control eighths, 
quarters and half notes at a moderately brisk tempo. 


THE JOYS OF LIFE Milhaud 

Milhaud was commissioned by Mills Music, Inc. to 
write this set of six pieces titled after Watteau's can- 
vasses ''Les Charmes de la Vie." They are primarily 
for sophisticated students even though their difficul- 
ties are by no means great. They are reminiscent in 


‘Style of Milhaud's earlier ''The Seven Branched Can- 


delabra" (a commission by the State of Israel), and 
have a neutral quality to the harmony that requires a 
strong sense of touch discrimination and phrasing to 
sustain the interest. Perhaps the Musette is most in- 
teresting (at least on first playing). 


CLOWN'S REVERIE AND DANCE Koutzen 

Two main parts constitute the contrasting reverie 
and dance. The pianistic writing is mostly in close 
position and offers no real difficulties for the student. 
More important are a good sense of phrase articula- 
tion and, in the dance, a sharp rhythmic sense. 


LOUSNAG KISHER (Moonlight Night) Hovhaness 

Hovhaness has added another to his long list of 
pieces derived from Armenian folk elements. The left 
hand imitates a little drum in a simple but. unorthodox 
rhythm while the tune (with engaging augmented sec- 
onds) is sounded by the right. 


HILL SONG Nordoff 
A sophisticated four-part setting of an expressive 


tune in folk style. The writing has a warm quality to it 
and the harmonic treatment sustains interest through- 
out. 


DAY DREAMS Porter 

Plaintive in quality is this piece of Porter's. The 
texture is often in five parts and demands a good le- 
gato throughout. 


LULLABY OF MEMORIES Fernandez 

Euphonious chord movements in parallel triads and 
first inversions built over a pedal point provides this 
piece with a wistful quality. Fernandez exploits the 
sustaining power of the instrument nicely without of- 
fering any difficulties to the student. 


THE GENIE OF THE WATERS Cortes 
Cortes has won so many important prizes that one 
looks at every work of his with expectation and inter- 
est. This piece is sophisticated in harmony and gen- 
eral use of the piano. It has an impressionist flavor, 
a quality that heightens its effect as a "mood" piece. 


FOURTEEN PIECES FOR THE PIANO by Franz Liszt 
Edited and Fingered by Frances Dillon 

This collection of pieces by Liszt fills a need that, 
at first thought, seems unsurmountable, i.e., a col- 
lection of pieces by a virtuoso none of which demand 
virtuosity and are accessible to students of musical 
qualities without possessing high technical expertness. 
This is a volume that should be explored especially by 
teachers dealing with adults who would just love to get 
their hands on some Liszt without facing frustration. 
Here are three of the Hungarian Folk Songs, Four 
Small Piano Pieces (of the later years,) the original 
version (easy) of the later Mazeppa, and the unusual 
and very modern Funeral Gondola among other items 
that can be used for browsing. The collection is care- 
fully fingered with some original pedalings retained 
and others suggested by Miss Frances Dillon, of the 
Mannes College of Music. Miss Dillon is well known 
by her expert courses for training teachers of the pi- 
ano and assisting them with problems concerning young 
students. 


29 

















PIANO TEACHING BOOKS 


selected for quality 


Sn IIS 66 hos tvs channdessaseswapasceus Vincent Persichetti 


A collection of 14 easy keyboard pieces im the comtemporary idiom which cam serve as prepara- 
tion for larger works, as well as being useful both as teaching and concert material 


IE bir die nk Rscacns tan paertadacauadh cease ekom en Ada Brant 
First experience in Two-Part Counterpoint; may be played solo, | piano 4 hands. 
2 pienos 4 bands. 
IN sons so winierin « sacs ca vaecunnier eis ae xtchn een Vincent Persichetti 
29 FAVORITES, Pieces to Play the Easy Way ............ Elizabeth Suddards 
(Also contains helpful bints for sight reading.) 
pe tg fo ee Louis Calabro 
TEN TUNES POR TEN FINGERS ..........0..cccccccccce George Anson 
published by 


ELKAN-VOGEL CO., Philadelphia 3, Pa. 


ERNST BACON'S 


Maple 
Sugaring 


. | Letterss. 
> | notes 


Ts A COLLECTION OF PIANO. 
7 PIECES AND 
IMAGINARY LETTERS ALIC@ 


compiledhy PARKER 
LAWSON-GOULD 


MUSIC PUBLISHERS, INC. 
3 east 43rd street, new york 17, n. y. 





























MUSIC THEORY PAPERS 


by Three Ovtitarding © 
Books on Muric 


MERLE MONTGOMERY 


@ Ist Set... EYE AND EAR 


TRAINING 

(for the average 9 year old) 

i) a eee 1.00 
@ 2nd Set... SEEING AND 

HEARING 

109051). 5c cess 1.00 
@ 3rd Set... SIGHT AND 

SOUND 


(for anyone who has com- 
pleted the second set) 
PME Seek cee gece 1.00 





CARL FISCHER 


62 Cooper item: New York 3 
BOSTON * CHICAGO * DALLAS 





Oxford University Press, Ine. 


417 FirtH AVENUE, NEw York 16 


The OxFORD 
Companion to Music 


The NEw OxFoRD 
History of Music 


The OxForD Harmony 


SEE these and many other 
publications on display at 
Or, write tor catalogues 


























contemporary piano music 


by distinguished composers 





@ «a new series of short contemporary pieces for educational purposes 


* BEST OF THE YEAR 1957 
Ingolf DahI-ALLA MARCIA MODERATO 
Herbert Elwell—PLAINT 
George Frederick McKay—DANCE PASTORALE 


** Recommended Music December 1957, January, February 1958 
Irving Fine-LULLABY FOR A BABY PANDA 
George Barati—-INVENTION 
George Frederick McKay—EXCURSION (rhythmic ostinato) 
Bernard Wagenaar—SALTARELLO 
Vittorio Giannini-PRELUDE AND FUGHETTA 


*** Recommended Music June, July, August 1958—(See Page 3. for Most Recent Listings) 


ask your music dealer for additional selections in this series or write publisher for bro- 





chure containing biographies of 51 comp s and th ti 


THEODORE PRESSER COMPANY. 


s of their teaching pieces. 


Isadore Freed, Editor 


* Piano Quarterly 
Newsletter, 
Spring 1958 


** Piano Quarterly 
Newsletter, 
Summer 1958 


*** Piano Quarterly 
Newsletter, 
Fall 1958 





Bryn Mawr, Pennsylvania 











THE GREAT BARTOK TEACHING BOOKS 
MIKROKOSMOS — 153 Pieces Vol. 1, Very Easy; Vol. 2, Easy. ea. 1.25 


in 6 progressive volumes Vol. 3, & 4 Moderately Easy... ea. 1.50 
Vol. 5, Moderately Difficult... .... 1.75 
ok a ae 1.75 
INTRODUCING BELA BARTOK 
14 easy pieces selected from the MIKROKOSMOS . 1.00 
FOR CHILDREN 
(The only authentic edition. Revised by the Composer in 1945) 
Complete in 2 Volumes. . ea. 1.50 
Selected, 32 Pieces. .........:.. 1.00 


Introducing BELA BARTOK 


AN ALBUM OF PIECES WE ALL CAN PLAY. 14 selected 
progressive pieces from “Mikrokosmos”, Volumes 1, 2, & 3. 
A sampling of this great teaching method at an attractive 
price. The selections represented are easy to play and will 
encourage the student to explore the complete work. 


Grade 1 & 2—Price .60 


BOOSEY and HAWKES 


P.O. Box 418 Lynbrook, L. I., N. Y. 
In Canada: 209 Victoria Street, Toronto, Ontario 











NEW EDITIONS 


tr. & ed. by Thurston Dart 
Clement Matchett's VIRGINAL BOOK (1612) 
12 pieces by Byrd, Bull, Wilbye and others, 
from a mss. written by a young musician in 


POE OS Ee eect tee 1.50 
Twenty-four Pieces from the 
Fitzwilliam Virginal Book.........-. 1.50 


The second part of MUSICK'S HAND-MAID; 
rev. and corrected by Henry Purceil; 
35 easy keyboard pieces, mostly. by Blow and 
Purcell. First published in 1869, re-issued 
in 1705, and now reprinted in its entirety, 
the collection includes Purcell's setting of 
‘Lilliburlero' and his 'Sefauchi's Farewell’ 
ieaddeaues 2.00 


Early Scottish Keyboard Music; 
tr. & ed. by Kenneth ElHott. 
10 pieces by William Kinloch, Duncan Bur- 
| ne eee ne 2.00 
London: 
STAINER & BELL LTD 


GALAXY 


MUSIC CORPORATION 
2121 BROADWAY NY 23 
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Only the Steinway sounds like a Steinway 


A Steinway in the home.is a life- 
time of pleasure. Its resonant tone 
is a pleasing experience to anyone 
who plays it or hears it played. All 
musicians depend on the sensitive 
accelerated action—the advanced 
Steinway feature that allows subtle 
expressions of shading beyond any 
other piano. Technical supremacy 
in hundreds of hidden places ex- 
plains why ont, the Steinway sounds 


like a Steinway. The Steinway lasts, 
its influence does too — reaching 
grownups and children alike. Rug- 
gedly built, the Steinway stands up 
under use and resists depreciation. 
Over the years, it is the most eco- 
nomical piano. See what a Steinway 
can mean to you. Write for our free 
booklet, How to Choose Your Piano. 
Steinway & Sons, Steinway Place, 
Long Island City 5, N. Y. 


The Steinway Hepplewhite 
has the dignity of classic style 




















